The production of Clyde Fitch's new play, "Sapho," by Miss Olga Nethersole, at Power's Theatre, tonight was a decided success. The playhouse was crowded to the doors by an enthusiastic audience, which gave the actress half a dozen curtain calls after every act. The opening performance [...] was a smooth and wellbalanced performance [...] the rise of the curtain brought forth an outburst of applause, so beautiful was the stage picture. [...] All of the settings are of the highest order, as are the costumes. Miss Nethersole wore several beautiful and artistic gowns and coats at various stages of the action of the play. The performance was most favorably received [...] Miss Nethersole has several strong scenes, and the impression she made to-night indicates that the play will be a permanent success. (1 November 1899)
The Milwaukee Journal, a little less restrained in its commentary, declared: '"Sapho" is upon the town! Everyone seems Sapho-crazy! They argue about the play, and about its performance, but they all go [...] Certainly the consensus of opinion is that Miss Nethersole has scored the undeniable triumph of her successful career' (Milwaukee Journal, undated clipping, Clyde Fitch Archives, Amherst College, Box 3, folder 26) In Cincinnati, an anonymous call to the police caused an officer to be sent to observe a performance of the show: his response was, 'that he could see no reason why the performance should be interfered with in any way' (Cincinnati Star, undated clipping, Clyde Fitch Archives, Box 3, Folder 36). The officer found the play so inoffensive that he 'confessed to having a slight suspicion that some person had perpetrated a joke on the police department, although there was a possibility that the gentleman who asked that an officer be sent to the theatre really was sincere in the stand he took' (ibid). The critical reception, though mixed, did not suggest that there was anything particularly untoward in Sapho that would justify censorship.
The play, however, was greeted as anything but respectable on its arrival in New York. The New York Times' review of the Chicago premier, cited above, in no way represents what to come from the New York press in response to Sapho, and it was yellow paper, the World that led the call to arms for censorship. Sapho opened in New York on 5 February 1900 at Wallack's Theatre on Thirtieth and Broadway. The World printed a review of opening night with the provocative headline, 'Mob frantic to see Sapho storms doors of the theatre' (7 February 1900 14) . In this extended review, the World organised a mock 'trial' of the play and found Sapho 'guilty' of moral bankruptcy: the charges, 'corrupting the public's morals, defiling the minds of youth, of indecency, depravity, levity, and unaesthetic influence' (ibid). On 21 February, Olga Nethersole, the English actress who took the leading role of Fanny Le Grand, her co-star Hamilton Revelle, her tour manager Marcus Meyer, and the manager of Wallack's theatre, Theodore Moss, were all arrested. During the initial hearing the play continued to run, but it was shut down formally by the police on 6 March, 1900. The initial complaint against Sapho that had been registered with magistrates came from World reporter, Robert Mackay. He accused the play of being 'the portrayal of a lewd and dissipate woman, [who] boasts publicly that she is the mistress of a man, and thereafter permits a man to carry her up a staircase in a vile and indecent manner' (World 22 February 1900 1). Such a commentary, one of many, makes clear that outrage -in the public eye -was directed towards the dramatic characterisation of the sexually transgressive Fanny Le Grand.
Olga Nethersole was such a prominent star on stage, and also throughout the court proceedings, and criticism, at the time and subsequently, has tended to focus on the actress.
The World's review of Sapho concentrated its reports on Nethersole's reputation, concluding that the actress 'plays immoral women because she knows that such exhibitions excite a morbid curiosity which theatre goers as a class are always willing to gratify ' (7 February 1900 14) . Theatre critic William Winter was unconvinced by Nethersole, declaring, in his study of the actress in his collected memoirs, Wallet of Time, that her fame was a result of her 'devotion' to playing 'a parade of theatrical transgressors' (309-10). Nethersole had indeed carved a name for herself through performing women of 'sullied' reputation. In Carmen, she developed a form of extended physical contact that came to be known as the 'Nethersole kiss' (Strang 229 ). Nethersole's reputation as a star of 'dramas of the brothel' has remained pervasive and critical accounts of Sapho continue to focus on her 'transgressions' as a performer. John Houchin, for example, in his assessment of Sapho argues that censorship was a response to Nethersole, as she had 'distinguished herself by portraying problematic female characters whose checkered pasts often caused turmoil and grief ' (41) . Katie N Johnson's Sisters in Sin devotes a chapter to Nethersole in the role of Fanny Le Grand, arguing that the play's notoriety was orchestrated by the British actress, who 'scandalised her audiences not only with a kiss, but with her whole body' (45).
But Clyde Fitch is an important playwright to consider in this context: his reputation as a writer of plays for women both on and off stage parallels the shifting role of the actress, and the changing shape of audiences in late-nineteenth American theatre. Richard Butsch points out that in the 1820s, 'the theatre was a men's club'; regardless of wealth and status, men of 'all classes regularly attended their favourite theatres with their friends ' (374) . By the end of the nineteenth century, though, women represented a significant number in the audience, particularly in attendance at the so-called 'legitimate' theatres of Broadway.
Managers of such theatres, argues Butsch, had encouraged such a transition, with commerce as a driving force: middle-class women, with some disposable income, offered a new market for theatres. Butsch refers to this gendered reshaping of theatre audience as a shift from 'rowdy to tame,' where the previously drunken, catcalling male audience had given way to a demure female audience, sitting 'quietly in darkened theatres' (ibid). Don B. Wilmeth argues that, by the end of the nineteenth century, 'American theatre confined itself to innocuous material that supported middle-class virtues (e.g. monogamy, frugality, temperance, modesty)' and 'rarely challenged rigidly defined social conventions that depicted women as asexual beings who possessed little or no political or economic power' (148). The feminisation of the auditorium, Wilmeth suggests, led to the production of passive dramas that were denuded of any social relevance. But the history of theatrical production does not quite fit with this history of theatre, as the prominence of the 'brothel drama' demonstrates. 'Women's' theatre was producing challenging material that formed a performative dialogue with social conditions, both directly and symbolically, especially social conditions for women and particularly, as the nineteenth century wore away, in a form of production that came to be discussed, in the press, as 'dramas of the brothel,' which were performed at 'legitimate' theatres, to a predominantly middle-class audience. Fitch's Sapho, as a dramatic play, slips aptly into this category as a drama of sexuality that appealed to the female audiences who were not passive and not quiet, and perhaps, even more worryingly for critics of the time, 'I must tell you that my style is passionate. When I love it must be madly. Not the gentle, tender love that shrinks from observation, but the love that would sweep all before it and if thwarted would end in despair, madness and death. In fact in acting I am more fond of being bad than good. Hate, revenge, despair, sarcasm and resistless love I glory in; charity, gentleness and the meeker virtues I do not care for.' (Life of Augustin Daly 58)
Jones took lead roles in two Daly adaptations: Judith, The Daughter of the Merari (1864) and
The Sorceress (1864). In the former, Jones played the biblical 'heroine' Judith, who seduced and murdered Holofernes. Kim Marra notes that Jones' Judith becomes a far more sexualised creature, seen in publicity shots for the play, wearing, 'a heavy, richly embroidered royal robe, draped to expose the smooth flesh of her neck and bare right shoulder and arm' (Strange Duets 3). Judith is shaped, therefore, as a form of powerful seductress, luring Holofernes to his death: the figure of the heroine, who saved Israel from attack, becomes, in this late nineteenth-century guise, a femme fatale of the 'brothel drama'. Intriguingly, the style of dress adopted by Jones for Judith foreshadows the costuming of Olga Nethersole as Fanny Le Grand, with its similarly evocative pose and seductively exposed bared flesh.
Olga Nethersole was, as noted above, famous for playing 'transgressors'; whilst such a reputation suggests that she, in common with many late nineteenth century actresses expressed a preference for such roles, it is also a sign of what was available for a star actress.
In the era that followed the successes of adaptations of Camille and Carmen there were frequent productions of plays featuring 'immoral' women, such as James Herne's Margaret Yet for all such negative press, Fitch was also a successful and popular playwright.
Sapho was one of the sixty-two plays that Fitch wrote or adapted in the course of his career, and in 1900, he had four plays running on Broadway. Following the 'scandal,' Fitch distanced himself from Sapho, which may have contributed to the infrequent critical exploration of his dramatic script. By the time Nethersole was acquitted, Fitch was in Morocco and on his way to Spain. Whether, at this point, he still had financial interests in the play is unlikely. The Boston Evening Transcript recorded that Olga Nethersole, her brother Louis and her then tour manager George Clare, signed affidavits attempting to block a production of Sapho in at the Bowdoin Theatre in Boston, written by William V. Ranous, on the grounds that 'the play contains scenes, incidents, characters, situations and dialogue, taken directly from the plaintiff's play' (17 May 1900). The judge declined to interfere with the production on the grounds that 'Clyde Fitch had no more right to the dramatisation of the book, "Sapho," than anyone else' (ibid). Although Fitch is mentioned here as a playwright, he was not involved in the action. Critical opinion has continued to remove Fitch from the scene, and place Nethersole firmly at the centre. Katie N Johnson, particularly, argues that 'Nethersole's name might not have been on the script, but she was instrumental in shaping the project' (47). Exploration of Fitch's professional behaviour, though, and his relations with actors and actresses suggest that this would have been unusual in the playwright. Nethersole may have asked Fitch to undertake the dramatisation, but whether he would have countenanced significant interference, with this or any of his play scripts, is debatable.
In his correspondence Fitch makes repeated reference to attempts made by actors to 'improve' on his work. Even in his very first production, Beau Brummel, which was written, at the request of Richard Mansfield, a 'star' performer, as Sapho had been requested by Nethersole, Fitch is seen standing his ground: 'to suit a star actor,' he wrote to friend Grace Mosher, 'is a difficult piece of work, and one needs strength, stubbornness, and a great diplomacy,' though he also notes the value, to the playwright, of 'a yielding power when At first managers used to smile at the particular care Fitch gave to detail; they thought him meticulous; they could not understand why he insisted so ardently on the perfection of small things; they thought it unnecessary for him thus to wear away his strength. But Clyde, unheeding, went about his work in his individual way and won a reputation on the very points scored against him.' (Moses and Gerson 86)
Such commentaries, situating Fitch as a guiding hand in dramas that bore his name, were repeated throughout his theatrical life.
Certainly, Sapho was a product of Nethersole's acting temperament and production style: she ran her own company and frequent disagreements with her American agents suggest that she was particular in what she wished to achieve. But Fitch was keen to both preserve and develop his reputation as a playwright and he was an active participant, as was his wont, in the rehearsals of the play. Girl' was 'a thin and tenuous cover for the repressed layers of putative perversion she was evolved to mask' (ibid 244). And that 'mask' had been seen to be slipping. Nothing passed their comprehension. Every phrase with a salacious meaning, thinly veiled -or deeply veiled, or not veiled at all, for that matter -earned its reward in knowing snickers and giggles. Those that were very broad indeed were often greeted with loud, hearty laughs. (ibid)
That young women would understand and laugh at the sexual proclivities of Fanny Le Grand was a major source of distress. In Beard's terms, such women were exhibiting signs of 'erotomania,' a psychic recognition of and desire for the pleasures of sex and sexuality, a contagion from the world of Sapho.
The World reporter recounted part of a conversation he overheard in the auditorium between two 'middle-aged women, correctly gowned for a snowy afternoon, showing in face and toilet the unmistakable stamp of good breeding' (ibid). One stated to the other at the close of the play: 'no mature man or woman could possibly be injured by such mushy rot. But no young girl should be permitted in the theatre' (ibid) One story, published in the World, ran with the headline: 'Girl, Dazzled by "Sapho" Runs Away from Home' (World, 23 February 1900 12) . Though the connection between the play and the runaway was, at best, indirect, that Sapho had been located as a source of contamination is significant. At the heart of the drama that surrounded Sapho was the perceived threat to young people -young 'American girls' -exposed to their own sexual impulses. 
